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INTRODUCTION 
Cultural heritage includes both tangible and intangible aspects of a culture. More 
precisely, cultural heritage defines the tangible cultural goods, such as buildings, ar-
chaeological areas, cemeteries, artworks, and archaeological artefacts, as well as the 
intangible cultural goods, as for example language, music, customs and traditions.1 
The preservation and protection of cultural heritage is in fact the protection of cul-
tural goods.2 
 
Cultural heritage is preserved, exhibited, and communicated to the public through 
the institution of museums. The contemporary museum has defined its role in the 
20th century and has a multiple role, as it is described by Hatton (2012) and present-
ed hereunder: Α) collector-carrier of cultural heritage, through the collection of arte-
facts that need preservation in order to prevent their wear and loss; b) research-
academic assessment of artefacts; c) exhibition and communication of the new 
knowledge; d) interpretation-translation from the scientific language to more com-
prehensible from the public languages; e) centers of joy, pleasure and recreation; f) 
education. A museum is a non-profit institution in the service of society and its de-
velopment, open to the public, which acquires, conserves, researches, transmits and 
exposes the tangible and intangible cultural heritage of humanity and its environ-
ment for the purposes of education, study and pleasure.3 
 
The assessment of the temporal interrelationships between people, places and 
events is very crucial for the concept of cultural heritage. Of central importance is 
the notion of cultural customs, which are inextricably linked with the concepts of 
                                                     
1 Konsola, N. (2006). Cultural development and policy. Athens: Papazisis. 
2 Mpitsani, E.P. (2004). Cultural management and regional development. Athens: Dionikos. 
3 Pitman, B. (1999). Muses, Museums, and Memories. Daedalus, 128(3), 1-31.; Hatton, A. 
(2012). The conceptual roots of modern museum management dilemmas. Museum Management and 
Curatorship, 27(2), 129-147. 
   
  -2- 
identity and continuity, personal and shared memories and a sense of place.4 Within 
this framework, museums, through their work, can offer the public an opportunity to 
get in contact with their past, and help them in shaping and preserving a cultural 
identity, and understand the importance of the place, through their location at his-
torical places and their exhibitions. 
 
In the today era, museums play an important role in the local, regional and national 
cultural policy. The local authorities are involved in the support of the intrinsic values 
of culture, through their institutional support of specific events of local identity pro-
cesses, which can be interpreted as a cultural heritage and which should be evaluat-
ed by the wider community.5 This can occur where many cultures interact with each 
other in a region, through migration, or where the younger civilizations move into an 
already established area of preexisting cultures.6 Museums are significant actors in 
this process, through their exhibitions, and the multicultural dialogue that they pro-
mote through their cultural activities. Apart from local government, the state plays a 
key role, as well. The phenomenon of globalization has led the national states to de-
centralization, especially with the transfer of some powers at the local governmental 
agencies. The political emergence of this local level leads to better policy coordina-
tion, but also to the creation of closer links between the region and the local public 
policies.7 In any case, the central government should support and promote the re-
gionalization and regional cultural policies that focus on cultural heritage and cultur-
al activities. This can be achieved through museums, since the activities of these cul-
                                                     
4 Lennon, J.L. (2006). Cultural heritage management. In: Lockwood, M., Warboys, G., Kothari, A. (Eds.), 
Protected areas management: a global guide. London: Earthscan; Scorrano, A. (2012). Constructing 
national identity: national representations at the Museum of Sydney. Journal of Australian Studies, 
36(3), 345-362; Rahimi, F.B. (2014). A model for sociocultural interactions in museums. Museum 
Management and Curatorship, 29(2), 174-187. 
5 Bailey, C., Miles, S., Stark, P. (2004). Culture-led urban regeneration and the revitalization of 
identities in Newcastle, Gateshead and the North East of England. International Journal of Cultural 
Policy, 10, 47-65; Mulligan, M., Humphery, K., James, P., Scanlon, C., Smith, P., Welch, N. (2006). Cre-
ating community: Celebrating arts and wellbeing within and across local communities. Melbourne: 
The Globalism Institute. 
6 Merlino, D., Duffy, M. (2011). Listening for a change: Sound and agency at the urban/rural 
interface. Proceedings of the 2010 International Association for the Study of Popular Music Australia-
New Zealand Conference on instruments of change, Melbourne, Vic., Australia. Retrieved from: 
https://minerva-access.unimelb.edu.au/handle/11343/31320. 
7 Breaux, S., Collin, J.P., Négrier, E. (2007). Political Rescaling and Municipal Cultural Public Policies: A 
Comparison of France and Québec. International Journal of Urban and Regional Research, 31(1), 128-
145. 
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tural organizations can support the regional and national cultural policies, through 
collaboration, research, and exhibitions.  
 
From the above it can be concluded that museums are required to play a multiple 
role in the today era, since they act as carriers of cultural policy at local, regional and 
national level. In addition, museums help in the highlighting of both artists and artis-
tic movements, as they are part of the so-called artworld.8 Within this framework, 
however, museums have to respond to many challenges, such as the reduced state 
financing,9 the imperfect, sometimes, public cultural policy, the increased competi-
tion,10 as well as their changing role, as demanded by the public and the changes oc-
curred in the wider environment in which they operate.11 Besides, the International 
Council of Museums (ICOM) recognizes that museums should evolve in accordance 
to the social developments.12 
 
Within this context, museums have to shape a management strategy, which will al-
low them to reconsider their role in the today society, with the above mentioned 
demands and challenges, and which will provide them with the necessary tools in 
order to survive.   
 
 
 
 
 
 
 
                                                     
8 Danto, Α. (1964). The Artworld. The Journal of Philosophy, 61(19), 571-584. 
9 Inkei, Ρ. (2001). Tax incentives for private support to culture. Retrieved from: 
https://www.coe.int/t/dg4/cultureheritage/culture/Completed/MOSAIC/DGIV_CULT_MOSAIC(2001)1
3_EN.pdf; Rectanus, M.W. (2002). Culture incorporated. Minneapolis: University of Minnesota Press. 
10 Vicente, E., Camarero, C., Garrido, J.M. (2012). Insights into Innovation in European Museums. Pub-
lic Management Review, 14(5), 649-679.  
11 Waltl, C. (2006). Museums for visitors: Audience development-A crucial role for successful 
museum management strategies. Retrieved from: http://www.intercom.museum/documents/1-
4waltl.pdf 
12 Hatton, A. (2012). The conceptual roots of modern museum management dilemmas. Mu-
seum Management and Curatorship, 27(2), 129-147. 
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CHAPTER 1. THE ROLE OF MUSEUMS TODAY 
1.1 Museums as carriers of cultural policy within the art world 
The museum is an important institution that acts as carrier of cultural policy. Since 
the mid-1990s, cultural policies were reinvested with the following new objectives:13 
a) to promote and tighten the link between the arts and business; b) to reduce state 
regulatory legislation of cultural industries; c) to encourage private patrons and 
companies to act as sponsors, to buy art, and to support the artistic institutions; d) 
to increase the political settlement of the arts and artistic institutions through per-
formance contracts, centralized management and transformation of 'unspecified in-
struments', which are allocated based on specific evaluation of designated revenue 
sources for specific purposes and politically appointed aims, e) to revitalize the na-
tional dimension of cultural policy in order to strengthen the national identity of the 
people and to promote social cohesion, as a response to globalization, immigration 
and individualism. 
 
The fact that the museums act as collective social institutions, performing cultural 
policy and promoting cultural heritage has been observed from the 1970s onwards.14 
Museums are considered as 'models of non-verbal reality', as consolidation of the 
past, as promoters of cultural taste and judges of artistic value, as well as the collec-
tive memory of the community, shaping and forming this memory, and taking shape 
from it at the same time.15 According to Article 45 of the Greek Law 3028/200216, a 
museum is a non-profit organization, with or without legal personality, which ac-
quires, receives, holds, maintains, records, documents, researches, interprets and 
mainly exhibits and displays to the public collections of archaeological, artistic, eth-
nological or other evident materials of humanity and its environment, for the pur-
poses of study, education and entertainment.  
                                                     
13 Duelund, P. (2008). Nordic cultural policies: A critical view. International Journal of Cultural 
Policy, 14(1), 7-24. 
14 Hatton, A. (2012). The conceptual roots of modern museum management dilemmas. Mu-
seum Management and Curatorship, 27(2), 129-147. 
15 Supra note 14. 
16 Retrieved from: http://www.wipo.int/wipolex/en/text.jsp?file_id=187585.  
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The role of museums as carriers of cultural policy can be better understood within 
the concept of art world. This term was first introduced by Dando in 1964,17 in an 
effort to explain and present a network of individuals and organizations within a cul-
tural context, which contribute to the recognition of artists and artistic movements, 
as well as the promotion of art. What should be emphasized is that in essence, the 
art world is an intermediary between an artist and a buyer of art,18 while it is also an 
area with conflicting (economic) interests19. The art world consists of all those play-
ers involved in art, having a different role each, in areas such as the creation, review, 
distribution and promotion of works of art. Therefore, the art world consists of vari-
ous institutional factors, which are, in essence, a network, defining the relationship 
between art and art market.20 This network consists of art collectors, dealers, art 
critics, museums, auction houses and galleries. These institutional actors in the art 
world have played, and continue to play, an important role in the promotion and 
recognition of artists and artistic styles / movements. Besides, it is supported that 
museums perform as ‘cultural elites’.21 
 
For example, art collectors, dealers, and art critics are all involved in the identifica-
tion of the artists and the theorization of their work, as well as the exhibitions of 
their collections in various museums. Museums are positively predisposed towards 
the recording of new artistic trends in the framework of the increased competition 
created by their proliferation in recent decades.22 The art critics are an important 
institutional factor of the art world. Through their work, which refers to the valua-
tion of art works, they contribute to the promotion of artists, works of art and artis-
tic movements. This is achieved because the art critics have come into contact with 
                                                     
17 Danto, Α. (1964). The Artworld. The Journal of Philosophy, 61(19), 571-584. 
18 Duncan, C. (1993). The Aesthetics of Power: Essays in the Critical History of Art. Cambridge: 
Cambridge University Press. 
19 Heilbrun, J. (2001). The Economics of Art and Culture. Cambridge: Cambridge University 
Press. 
20 Joy, A., Sherry, J.F. (2003). Disentangling the paradoxical alliances between art market and 
art world, Consumption Markets & Culture, 6(3), 155-181. 
21 Durrans, B. (1992). Behind the Scenes: Museums and Selective Criticism. Anthropology To-
day, 8(4), 11-15. 
22 Souliotis, N. (2008). Collector activity and creation of cultural institutions in Athens. Basic 
cases and one case study. Social Research, 127(C), 108-140. 
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the philosophy of art, the aesthetic trends, whereas they have also studied the his-
torical, social, economic, political and cultural context in which an artistic movement 
and an artwork was created. 
 
Special role is played by the great collectors of art. The collectors are buying art di-
rectly from the artists or their managers / traders representing them, thus being the 
first to feature artists, which are considered as representative of the artistic move-
ments. Therefore, the emergence of an artist can be achieved through the collec-
tions of individuals, which are promoted through the museum exhibitions. Besides, 
private collectors have contributed to a great extent to the promotion of artists, 
while they constitute the basis for the creation of local galleries and museums. 
 
Auction houses are also an important factor in the emergence and development of 
artists and artistic movements, and the promotion of cultural artefacts, through the 
disposal of artistic works from different periods. In addition, in these auctions partic-
ipate also art collectors, art dealers, and museums’ managers. What should be em-
phasized is that the auction houses are not directly involved in the promotion of art-
ists, artworks and artistic movements, but indirectly, through their interrelationship 
with other institutional actors gathered at auctions, such as managers of various mu-
seums.  
 
Apart from the above, galleries, and especially large-scale international galleries, 
constitute one more institutional factor of the art world. These galleries, during the 
decades 1960-1970, and then in the 1990s, took part in a trend of completion of the 
international art trade, in which the emergence of multiculturalism and international 
orientation dominated, by focusing on projects of 'contemporary art'.23 The contri-
bution of galleries in the promotion of cultural diversity and intercultural dialogue in 
the arts is also emphasized by the European Union.24 These galleries either promot-
ed worldwide local artists or helped international artists to exhibit their work locally. 
                                                     
23 Supra note 22. 
24 European Agenda for Culture (2014). Report on the role of public arts and cultural institu-
tions in the promotion of cultural diversity and intercultural dialogue. Retrieved from: 
http://www.europa-creativa.eu/Files/uploads/30-role_arts_diversity-dialogue_en.pdf. 
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On the other hand, art dealers and museums, especially in metropolitan centers, 
sought artists from local / regional markets, with the aim of organizing international 
exhibitions and resulting in their international recognition.25 Thus, the cooperation of 
galleries with the artists themselves and the museums, help in the promotion of art-
ists, artworks and cultural activities.26  
 
1.2 Museums and cultural landscapes 
What is more, it should be noticed that museums play an important role in under-
standing and preservation of cultural spaces, via their location at historical and sig-
nificant places. Cultural landscapes are considered to lie at the interface between 
nature and culture, tangible and intangible cultural heritage, biological and cultural 
diversity, representing an interwoven network of relationships, the essence of cul-
ture and of human identity and a symbol of the growing recognition of the funda-
mental link between local communities and their cultural heritage, humanity and the 
natural environment.27 
 
It is suggested that two centuries is the minimum time in which a landscape may be 
recognized as 'traditional'.28 The education and training for the management of 
these landscapes requires specific guidance functions, including the understanding of 
the ecological and cultural underpinnings of traditional systems, as well as learning 
how to use new technologies. Then the challenge is to integrate traditional cultural 
knowledge with local management systems to ensure the protection of the im-
portant universal values of the landscape. An example of the relation between the 
museums and the landscape is the museums which are located at historical cemeter-
ies, of great historical, aesthetic and / or archaeological values (e.g. Museum 
                                                     
25 Supra note 22. 
26 Sokou, K. (2000). Auctions. The limit up of the Greek art. Retrieved from: 
http://www.tovima.gr/culture/article/?aid=121370. 
27 Rössler, M. (2006). World Heritage cultural landscapes. Landscape Research, 31(4), 333–
353. 
28 Fowler, P.J. (2003). World Heritage Papers 6. World heritage cultural landscapes 1992–
2002. Paris: UNESCO. Retrieved from: http://whc.unesco.org/en/series/6/ 
   
  -8- 
Glasnevin Cemetery & Museum in Dublin and The Cemetery of the Tumuli in Aigai, 
Macedonia). 
 
1.3 Museums as actors in the local cultural policy 
In addition, it should be noticed that museums play an important role within the 
framework of the local cultural policy, contributing to the local development and the 
creation of a local identity. The concept of local development refers to the process 
through which governments or communities attempt to stimulate or maintain pro-
ductive activity and employment in the society itself. However, one could disagreed 
with the definition of development based purely on economic measures, indicating 
that development is ultimately a diverse and complex, often contradictory, element 
of the human condition, a process which enables communities to create their own 
stories with the conditions chosen by themselves. 
 
This evolutionary process usually begins through the identification and confirmation 
of the geographical, cultural and socio-economic temperament, which is attributed 
to common terms as local identity. The perception of the particular importance of 
local identity is a difficult task, partly because of the conceptual complexity of this 
notion, as well as the realization of its perpetually changing nature. Although identity 
is rooted in the individual, eventually it acquires a collective meaning, above the so-
cial systems, leading to the development of local, regional and national identities. As 
it is suggested,29 local identity can also be seen as compensation for the aggregate 
trends, not only in the field of national loyalty and citizenship behavior, but also as a 
resource to be capitalized in the local development. 
 
The expansion of the view of museum policies at an international frame highlights 
issues connected to the interrelated processes of globalization and fragmentation. In 
this frame of reference, the exhibition of cultural diversity, providing cultural expres-
sions and spaces of identity experience, as well as gaining knowledge and under-
                                                     
29 Rausch, A.S. (2005). Local Identity, Cultural Commodities, and Development in Rural Japan: 
The Potential as Viewed by Cultural Producers and Local Residents. International Journal of Japanese 
Sociology, 14, 122-137. 
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standing of other cultures, is becoming more and more relevant. The expected hu-
manitarian benefits of cultural participation and expression are particularly men-
tioned in relation to minorities and indigenous peoples.30 At the Australian Museum, 
the Indigenous Australian Gallery is an example of this relation. Moreover, artworks 
of Aboriginal artists were exhibited at Yiribana Aboriginal and Torres Strait Art Gal-
lery in the Art Gallery of Sydney. The Caravan Project in Greece during 2016, telling 
stories of people, identities and landscapes, is one more example indicating the 
above mentioned relationship.  
 
Museums collaborate with the local governmental institutions, in an effort to shape 
and promote art and cultural activities, within the context of cultural policy. Local 
government is a significant producer of politics for the arts and cultural policies, 
which contribute to the strength and social relevance of culture. Local government 
has a large and growing area of responsibility. In fact, its role has expanded consid-
erably over the last thirty years, since now contributes to the development and de-
sign of services and strategies for the local economy, society and culture.31 However, 
local authorities are often either overlooked or criticized for being highly bureaucrat-
ic in their management of the cultural policy. It has also been argued that both the 
'institutional form' and the 'culture' of local government are not able to maximize 
the effectiveness of leadership and management of cultural activities and policy.32 
 
In any case, though, local state agencies benefit the local cultural policy, since the 
latter: 1) focuses on cultural needs, demands and aspirations of the communities 
and includes the vision of local authorities; 2) brings cultural activities at the center 
of activity of local authorities; 3) shows that cultural needs of the region are met in 
an efficient, fair and efficient manner; 4) contributes to the assurance of equality and 
access for all to cultural activities; 5) sets both the intrinsic value of cultural activities, 
as well as their functional benefits - the positive contribution made by cultural activi-
                                                     
30 Reussner, E.M. (2003). Strategic management for visitor-oriented museums. International 
Journal of Cultural Policy, 9(1), 95-108. 
31 Johanson, K., Kershaw, A., Glow, H. (2014). The Advantage of Proximity: The Distinctive 
Role of Local Government in Cultural Policy. Australian Journal of Public Administration, 73(2), 218-
234. 
32 Supra note 31. 
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ties in the economic, social and environmental welfare of the local population; 6) 
inspires local residents and communities, and promotes volunteering in cultural ac-
tivities; 7) creates guidelines for people to participate in various cultural activities 
throughout their lives, and encourages lifelong learning; 8) sets priorities within and 
between departments, and reconciles competing demands; 9) informs about the an-
alytical plans and the work of independent executives, departments and other ser-
vices; 10) acts as a framework of performance revision; 11) encourages innovation 
and identifies opportunities for the fulfillment of local needs; 12) sets the direction 
and priorities of local authorities and other agencies and organizations; 13) provides 
links with other plans and strategies of the authorities and partners, and promotes 
partnerships; 14) contributes to the establishment of a clear vision, which is shared 
by other (financial) services; 15) acts as a lever and means of justification for obtain-
ing funding from external agencies, including the regional financing of subsidized 
services, the European Union and private sponsorships; 16) is linked to the central 
government agendas and strategies of national and regional services, thus achieving 
synergy in the work of all the agencies involved, and informs and influences regional 
cultural strategies.33 
 
Government exercises influence upon local authorities through financing, legislation 
and promotion of good practices.34 The factors that can lead towards a successful 
development of cultural policies at local level are the following: involvement of all 
stakeholders, as for example museums, in the local government, full public consulta-
tion, tailored to the needs of the target groups, as for example museums' visitors, 
careful selection of the strategy group, exploitation of the contribution of the volun-
tary sector in support of the strategy, (e.g. through the network of friends of the mu-
seums), usage of the strategy for identifying communication gaps, setting priorities 
and allocating resources, and leveraging of external funding, and finally commitment 
to the strategy's implementation in the medium to long term, since the planning at a 
cultural level does not often produce quick benefits.35 
                                                     
33 Gilmore, A. (2004). Local cultural strategies: a strategic review. Cultural Trends, 13(3), 3-32. 
34 Stratton-Smith, R. (2004). Local cultural planning: the view from the Department for Cul-
ture, Media and Sport. Cultural Trends, 13(3), 33-36. 
35 Supra note 34. 
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In summary, there are three main approaches of culture as a local policy, in which 
museums can participate: The creative city, the city as a cultural scene and the edu-
cational city. The creative city is based on both cultural and industrial structures. Ad-
ditionally, this approach has a political aspect, in which the main social partners are 
businesses that promote economic development, despite the fact that the target 
should not only be economic growth, but also community development. Regarding 
the distinction between the city as a cultural scene and as an educational city, the 
first approach is based on cultural consumption, but without referring to the access 
of all people to culture, such as the educational city approach. The aim of the latter 
is the development of the wider community, since the citizens are at the center of 
this approach, with a redistributive political character, with the neighborhood play-
ing an important role in urban development, as well as with equal access of all per-
sons to culture.36 
 
1.4 Museums as actors in the regional cultural policy 
Regional policies are particularly related to issues of identity. The 'production' of re-
gional identity is an essential step for the regional institutionalization process.37 The 
local identity and the corresponding cultural policy are mainly used by local authori-
ties as resources for addressing the competition in the cultural production.38 Moreo-
ver, the dialogue of regional policy on culture and identity can be oriented towards 
'non-local' cultures, giving birth to 'stratified' and 'purified' expressions of local cul-
ture and identity, which do not correspond to the lived reality of local people: the 
'migratory multiculturalism' is actually accepted and tolerated, but almost never 
promoted as a development resource area.39 This, however, can be changed through 
                                                     
36 Ibid. 
37 Paasi, A. (2009). The resurgence of the ‘region’ and ‘regional identity’: theoretical perspec-
tives and empirical observations on regional dynamics in Europe. In: Fawn, R. (Ed.), Globalising the 
Regional, Regionalising the Global. Cambridge: Cambridge University Press. 
38 Leresche, J.P., Saez, G. (2002). Political frontier regime: towards cross-border governance. 
In: Perkmann, M., Sum, N.L. (Eds), Globalization, Regionalization and Cross-Border Regions. Basing-
stoke: Palgrave Macmillan. 
39 Syssner, J. (2009). Conceptualizations of culture and identity in regional policy. Regional 
and Federal Studies, 19(3), 437–458. 
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the participation of museums to cultural activities that actually take into considera-
tion and exploit this multiculturalism. The Caravan Project mentioned earlier is an 
example. The exhibitions of Ai Weiwei in museums throughout the world, and The 
Migration Museum Project in the UK can also be included in this discussion, as ex-
amples of how the 'migratory multiculturalism' can contribute towards the local and 
regional cultural development.  
 
In this context, the regional cultural policies focusing on cultural heritage appear as a 
fundamental element of regionalization. One of the distinctive features of the new 
regionalism from the 1990s was the proliferation of agreements and partnerships 
between regions, and the development of a 'cooperative regionalism', particularly at 
European level, through the cooperation of cultural organizations.40 These actions 
allow the regions to enhance their socio-political identities and properties, and pro-
mote economic and social development. The regional leaders also use the regional 
promotion and brand marketing to promote and enforce their own place in the Eu-
ropean political arena. In fact, other factors such as economic globalization, the im-
provement of information and communication technologies, the development of in-
dividualism, and the decline of the welfare state changed the regional context, both 
for society and for politics.41  
 
Characteristic examples of collaboration at regional level are the cooperation of the 
United States Holocaust Memorial Museum and the Guggenheim Museum Bilbao 
(GMB), which is supported to be "quite embedded into the local and regional context 
of institutions, private agents and policies. This effect increases with the growing 
recognition of the potential effects of the GMB on the creative and service industry 
in the Bilbao region. On the other hand, there is also an increasing tendency for Bil-
bao and the GMB to be included in global networks, as can be demonstrated by the 
branding effect of the GMB on the attraction of tourists or the increasing importance 
                                                     
40 Criekemans, D. (2010). Regional Sub-State Diplomacy from a Comparative Perspective: 
Quebec, Scotland, Bavaria, Catalonia, Wallonia and Flanders. The Hague Journal of Diplomacy, 5(1-2), 
37-64. 
41 Keating, M. (2008). Thirty years of territorial politics. West European Politics, 31(1–2), 60–
81. 
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of the term “Bilbao” in semantic networks".42 What is important to be mentioned is 
that, this situation requires business strategies in order to develop an attractive re-
gional marketing, and to enhance the new regional cooperation at the level of cul-
tural organizations.43  
 
The cultural heritage action is not limited to references to the past, since the promo-
tion of cultural heritage programs can support the socio-political and regional 
changes: e.g. European integration, urban and regional regeneration and strategies 
of regional marketing, as it was indicated through the example of Guggenheim Mu-
seum Bilbao. The resources of cultural heritage, not only allow one region and socie-
ty to have historical roots, but they can also be used from the museums to renew the 
identity and visibility of populations through modernity, giving them a sense of their 
common history. 
 
At the same time, the cultural identity of a region also includes 'creative' reports and 
can be oriented to aesthetic innovation, leadership and emerging artistic practices, 
promoted by the museums. The support of contemporary creation on behalf of the 
museums can also be part of a policy aiming at attracting high artistic prestige flows, 
as for example through the concept of creative city mentioned earlier. The 'creative' 
policies, designed, supported and promoted by the museums, develop an approach 
to culture that connects cultural programs with global strategies for regional attrac-
tiveness, such as the tourism industry and the strengthening of social cohesion 
through cultural activities. 
 
1.5 How the state affects the function of museums in the today era 
Today, cities and regions are facing the challenge of a governance form with two 
sides. The first is to establish policies for the common good, where culture is an inte-
gral part of urban and regional social welfare system. The second aspect of multicul-
tural integration is the promotion of places at national or international level. That is 
                                                     
42 Plaza, B., Haarich, S.N. (2015). The Guggenheim Museum Bilbao: Between Regional Em-
beddedness and Global Networking. European Planning Studies, 23(8), 1456-1475, p. 1456 
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the reason of the development of urban and regional initiatives, the aim of which is 
to place themselves at a global context. The internationalization of local and regional 
public institutions uses the cultural policy as a key tool.44 
 
Moreover, the New Public Management (NPM) can be seen as a movement in which 
the business practices apply also to the public sector.45 A key feature of this move-
ment is the strengthening of accountability to the citizens for the quality of service 
through the application of performance indicators. With regard to the effects of 
NPM in the cultural sector, a key issue concerns the fact that the NPM generally as-
sumes a direct relationship between the means and the results, and that these re-
sults can be measured. These assumptions are rather problematic, as they allow little 
tolerance of the complexity of modern societies.46 Generally, scholars researching 
cultural policy warn against the tendency of cultural policy to become operational, 
and not intrinsic towards the arts and culture. The functionalization of cultural poli-
cies means that the issues that are external to the content of the cultural policy it-
self, receive much more attention and acquire more central role in the consideration 
of what intended public policies to achieve.47 
 
Some researchers48 observe that the NPM has led to a situation where subsidies to 
museums are regarded as 'investments' which should produce concrete gains. This 
deeper economic paradigm is not a good sign for the inclusion of cultural values in 
policy assessments. This issue has been summarized in what is called as 'commercial-
ization of cultural policies'.49 It is argued that there are three consequences for cul-
tural policies from this commercialization: a) the increasing emphasis on the benefits 
for individual 'consumers' rather than the society as a whole (social benefits); b) pub-
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lic policies will become more selective regarding the target audience; c) the financial 
instruments will leave more and more room for non-governmental funding mecha-
nisms.50 However, the issue of funding of cultural activities, such as those of muse-
ums, will be examined later. 
 
What should be mentioned at this point is one interesting assumption, according to 
which the reluctance of national governments to participate directly in cultural pro-
duction is often reflected in the preference of establishing the cultural policy as dis-
criminatory function and not as an established function on regional and local gov-
ernments. This leads to the lack of policy coordination, resulting in uncoordinated 
and sometimes contradictory policies, affecting negatively the operation of cultural 
organizations, such as the museums.51 
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CHAPTER 2. MUSEUMS' STRATEGY IN THE TODAY ERA 
2.1 The problems faced by the museums today 
One important and interesting question regarding the operation of museums today 
is the following: how can a cultural organization today survive and grow in a period 
of prolonged economic hardship.52 The answer to this question can be given as fol-
lows: through the smooth operation of supply and demand of cultural goods offered. 
Cultural institutions, although the majority are non-profit organizations and there-
fore do not seek profit, should offer goods that will satisfy the demand of the public 
in order to meet the demands and needs of individuals and to ensure their viability. 
Therefore, the concepts of supply and demand, although outside the scope of eco-
nomic, are also applied in the field of cultural goods. Moreover, it is supported that 
culture is an area of economic discussion as a result of different factors, such as the 
economic changes induced by globalization and the changes in the scope of the cul-
tural policy pursued by the state and the local and regional authorities, as discussed 
in the previous chapter.53 
 
In addition, from the 1980s and especially 1990 onwards, cultural organizations, in-
cluding museums, were faced with a major challenge: to find alternative sources of 
financing, given the reduced aid from state funding.54 Cultural activities are now fi-
nanced through a mixed funding system, i.e. both the public and the private sector, 
which is considered as a model of economic sustainability. The mixed financing is an 
important opportunity for the development of the role of arts and culture.55 The rea-
son for which it is important to discuss the way of financing of museums and cultural 
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activities is because this method of funding affects the provision, use and assess-
ment of cultural goods. 
 
Through the cultural sponsorship and donation, museums are given the opportunity 
to produce and promote to the wider public cultural activities of high aesthetics and 
quality. A typical example is the sponsorship of American Express for the exhibition 
about Rembrandt in Berlin, London and Amsterdam. It is stated that this is an exam-
ple of blockbuster art exhibitions organized by museums in an effort that began in 
the 1970s and aims at: a) attracting museums a wider and new audience; b) provid-
ing financial and cultural legitimation to museums and the donors under the cultural 
policy of pluralism.56 
 
In addition, private investment in the cultural sector poses many possibilities. More 
specifically, it enables the display and promotion of more cultural activities, com-
pared with the cultural activities taking place only under the state funding. Apart 
from this, it is considered as an effective solution to enhance and ensure the finan-
cial viability of cultural institutions, which is particularly important in times of eco-
nomic crises.57 
 
In this context there is one more advantage of private investment (through sponsors 
/ donations) in the cultural sector for museums and their cultural activities: the re-
duction of imbalance of power that exists in finding funds between the various cul-
tural institutions. More specifically, it is argued that there is an uneven distribution in 
terms of economic power of different cultural organizations, as some have more 
human and economic resources than others (e.g. local vs. big museums located at 
the metropolitan areas). The result is that there are cultural institutions that may 
have innovative, original and important ideas that will further develop and advance 
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the field of culture, but fail due to lack of financial or other resources.58 In this light, 
cultural sponsorship and / or donation can help to reduce the gap that exists be-
tween the various cultural institutions, enabling smaller cultural organizations to ex-
press themselves and become major 'players' in the field of culture and the art 
world. 
 
Moreover, in this way one can assume that cultural pluralism is also increased, since 
there are not specific cultural institutions dominating in the cultural landscape and 
there are not specific cultural activities promoted. Additionally, it should be men-
tioned that through private investment in the cultural sector, smaller cultural organi-
zations have the ability to increase the popularity of their own cultural activities, as 
for example through effective marketing campaigns.59 Thus, a cultural activity which 
is sponsored by a very large and well-known company or a wealthy and well-known 
sponsor acquires great publicity and prestige and therefore it can attract more visi-
tors and greater public participation, offering bigger economic resources. 
 
Another two important advantages raised through donations and sponsorship in the 
field of culture, both for cultural organizations and for companies that invest in 
them, are as follows: a) the stimulation of employees increases, leading to higher 
levels of job satisfaction and to higher levels of commitment to the organization, 
which results to increased productivity; b) the creation of better relations between 
the museums and the local community and the strengthening of their bond, while 
contributing to the increase of the active participation of citizens in cultural activi-
ties.60 
 
Finally, it should be mentioned that through cultural sponsorship and cultural dona-
tions to local museums, there is the possibility of upgrading the deprived areas of a 
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city, leading to their regeneration, as mentioned earlier.61 For example, through the 
maintenance of sculptures in deprived areas of Athens, a program sponsored by Al-
pha Bank, the aesthetic improvement of the area, and consequently the center of 
the city, is achieved. In another activity, such as a photography or music festival de-
signed, supported and promoted from museums, there is the option of promotion of 
the local community, and of attracting more people to it, which enables the commu-
nity to make known to the public its problems - aiming the contribution of all stake-
holders to solve them - and to be upgraded as a region. This coincides also with the 
view according to which there is an intense localism in the private support to cul-
ture.62 This is related to the former discussion about the relationships between mu-
seums and local development. 
 
However, one important drawback of the private investment in culture in the form 
of cultural sponsorship or donation is that it focuses mostly on conventional artistic 
programs and prominent cultural organizations. This means that the private sector 
finances selectively some cultural activities, according to its preferences.63 This may 
not lead to a better relationship between quality and price, whereas it may also con-
tribute to the exclusion of certain cultural activities that might be considered as less 
profitable. This coincides with what mentioned earlier, about the local development 
and that its aim should not be only the economic growth, but also the social en-
hancement, the social cohesion and the multicultural dialogue. 
 
This is also supported by another researcher, who argues that in some cases, the 
promotional value of different cultural activities as part of cultural sponsorship or 
donation, in terms of their economic value (profit) is more important than the con-
tent itself of these cultural activities.64 Consequently, cultural sponsorships and do-
nations towards museums strengthen the investors who invest in cultural activities, 
while contributing to the strengthening of their corporate business image. However, 
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in this way significant substantive cultural activities may be excluded, preventing the 
public from its participation in them, just because they are considered as less profit-
able and that they would yield less profit to the investor. Accordingly, this may result 
in an alteration of the nature of public participation in cultural activities, which is 
downgraded from critical engagement to mere consumption. 
 
Additionally, it can be assumed that, because the private investment in the form of 
cultural sponsorship or donation highlights specific cultural activities depending on 
the preferences of the investors, activities falling in the entertainment industry and 
in the so-called mass culture are promoted. Through the investment in and therefore 
the visibility and promotion of specific cultural activities, cultural industry has been 
able to exclude activities falling under the so-called elitist art, based on the approach 
developed from the Frankfurt School65, and promote activities intended to establish 
a new type of mass consumption and pluralism.66 
 
2.2 The role of strategy in the museums 
The strategy is integral to the sustainability of a cultural organization. This is due to 
the fact that the strategy is the means by which the cultural organization acquires a 
certain direction, defining objectives and actions in order to fulfill its mission and 
achieve its vision, through the utilization of resources (financial and human re-
sources).67 The strategy chosen by a cultural organization determines its actions on 
the basis of both the interior and the exterior environment, oriented towards the 
future. For this reason, the process of cultural organization's strategy consists of sev-
eral stages and more specifically the design, implementation, and evaluation.68 
 
Particularly in museums, the strategy is especially important because of their role in 
society and culture, as indicated above. The museums are social institutions, aimed 
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at the preservation, promotion and protection of tangible and intangible cultural 
heritage, as well as the communication with the citizens and the education of the 
public69. Besides, the primary purpose of a museum is to create value, which results 
from a combination of social benefits and resources available.70 Another reason that 
makes strategy important in the case of museums is the fact that these cultural or-
ganizations are required to survive in a highly competitive environment,71 but with 
reduced state funding,72 as already mentioned. 
 
More specifically, museums today are required to survive and develop in a fluid and 
uncertain economic and socio-political environment,73 with reduced state funding,74 
and with questionable to insufficient, sometimes, cultural policy on behalf of the 
governments.75 Moreover, cultural institutions should operate in an environment 
with increased competition, because of the increase in the number of these organi-
zations, and because of the increase of consumers' leisure time.76 Apart from the 
above, cultural organizations today should not only justify financing by the state 
budget, but also review and thus reformulate their role in the society.77 Therefore, 
museums should develop a strategy that will help them survive and grow in today's 
era of both cultural and economic crisis. 
 
Museums have an available set of financial resources, human resources, cultural as-
sets, expertise, buildings and equipment. However, they need to develop these re-
sources and make rational use, to enable them to meet the standards of modern 
times and the expectations of consumers, but also their role in cultural life, as stated 
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above.78 This strategy can be seen through the prism of three different approaches: 
a) the strategy as aspiration (e.g. the strategy of a museum can be the increase in 
revenue, or to attract a certain number of visitors); b) strategy as energy (e.g. the 
strategy of a cultural organization can be the extension of its collections or the crea-
tion of a new building); and finally c) the strategy as a vision / mission (e.g. the strat-
egy of a museum may be to serve the community or to further develop the sci-
ence).79 
 
According to other researchers80, an important factor towards this direction is the 
establishment of clear and well-defined objectives, which do not contradict each 
other. It is also important the management of cultural organization and the sponsors 
not contradict each other but have the same goals. In addition, cooperation with 
other institutions / stakeholders through the development of synergies, as well as 
the participation of the local community, is an important factor towards the success-
ful development of a strategy for museums.81 
 
Another important element in the development of museums' strategy, is finding the 
appropriate economic resources,82 given the problems that museums have to face 
today, as mentioned above. In addition to reduced state funding, it should also be 
mentioned the fact that consumers have reduced their participation in cultural activ-
ities (such as visits to museums), due to the reduction of their disposable income.83 
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Through private sponsors, museums have the financial resources needed for their 
cultural activities in order to achieve their objectives.84 
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CHAPTER 3. MANAGEMENT AND MARKETING IN THE MUSEUMS TO-
DAY 
To begin with, on the one hand, museums should take into account that the internal 
environment must meet specific criteria, such as the protection of collections (e.g. 
moisture, temperature), as well as the creation of an environment that will attract 
visitors.85 In this context, it is very important to ensure that all the conditions of col-
lections management are met, namely the registration of collections, their mainte-
nance, and the provision of access to the public in these collections.86 This is part of 
the strategic management of the museums. 
 
On the other hand, the communication and marketing strategy is an important ele-
ment of museum management, as it contributes to increased reputation and thus to 
the attraction of more visitors87. This will help the museums to survive in an era of 
increased competition.88 Thus, museums should integrate in their strategy specific 
marketing activities,89 especially with the use of new, digital technologies that have 
penetrated in peoples' daily lives (e.g. social media and other Web 2.0 tools),90 ena-
bling these cultural organizations to attract more visitors and to respond to a wide 
range of needs, interests and expectations of diverse visitors,91 as well as to form 
relationships with them, boosting the interactive engagement of visitors in the cul-
tural activities of the museum.92 
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3.1 Strategic management of museums in the 21st century 
Strategic management ensures an organization’s success in the long term, address-
ing the changing relative conditions and competition. The strategic direction is ex-
pected to support the museums, by putting the mission in action, and proving that 
museums can make a difference in the community. What is important to be men-
tioned is that this strategic direction should be translated in correct terms, with re-
gard to the orientation of the museum sector to the visitors. 
 
The strategic concept of a museum that is oriented to the visitors should be inte-
grated in three respects: First, an integrated strategic concept for museums should 
be consistent with the cultural policy guidelines and the museum's role as a public 
institution. The strategy may be appropriate and valuable for museums geared to 
the customer only on the condition that they respect the educational purpose and 
the social mandate of museums: namely, providing access to the public, enabling so-
cial inclusion and promoting cultural diversity. Secondly, the principles of customer 
orientation need to be taken into account in order to make a visit to the museum 
attractive and worthwhile. And finally, it is questioned whether the strategic consid-
erations are related exclusively to the design and marketing, and have an impact on 
the overall museum project. The museum project as a whole should be committed to 
the overall strategic direction.93 
 
Thus, the strategic museum management consists of organizing, planning, leadership 
and monitoring of all areas of museum work, such as collections, research, exhibi-
tions, public programs, administration and marketing, in view of the main objectives 
of the museum. The museum goals are largely defined by the cultural policy and the 
challenges of competition, as well as all the changing circumstances involved and 
discussed earlier. In order museums to face the challenges, the strategic museum 
management requires self-evaluation, analysis of competitors and monitoring of rel-
evant developments at a strategic level. On this basis, the strategic direction of mu-
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seums provides thought-directed goals, is guided by the value and is oriented to the 
future. 
 
The first step in strategic museum management is planning, which may include some 
or all of the following: 
1. Financial Planning: Are the issues related to current and future needs of the mu-
seum and its ability to ensure sufficient resources, in order to support enforcement 
activities of its declared mission. 
2. Community Needs of Participation: Planning for the changing needs of the com-
munity, so that the museum be able to develop effective responses, which are 
properly matched to its mission and priorities. 
3. Human Resources Planning: These issues concern the recruitment, training and 
retention of adequate qualified staff with sufficiently diverse backgrounds, to meet 
the demands and needs of both the museum and the visitors and voluntary service. 
4. Organizational / Structural Issues: These matters evaluate the structure of the mu-
seum, to determine the best configuration, in order to meet current and future 
needs of the museum and the community, through the provision of quality and effi-
cient services. 
5. Communications / Marketing / Visibility: These subjects raise the question of how 
the museum can be more visible, while inform the public about the mission and its 
services, and to consider what resources will be needed for achieving this visibility. 
6. Contribution to National Agendas: Whether the museum is part of the national 
museums network or not, its institutional agenda should uphold an increased 
awareness and support for issues such as maintenance, financing, accountability and 
standards. 
7. Service Effectiveness: These issues are related to the evaluation of services, pro-
grams, exhibitions, and results, in order to measure the effectiveness of the museum 
in meeting the needs of the targeted populations, and ensuring the improvement of 
its services.94 
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After the planning, the identification of museums’ goals is important. This process is 
influenced by values and standards, such as professionalism, and the desire to con-
tribute to a better understanding of customer needs and interests. Additionally, the 
museum should take into account the interests of all stakeholders and those of its 
competitors. Because the museum is not independent in setting its objectives and 
purposes, the general aims and guidelines should be translated to specific, more op-
erational objectives, and should decide on the strategic priorities that will shape the 
main focus of the museum’s effort. During the development of these objectives, 
some information is required. The strategic analysis provides this information.95 
 
Strategic analysis deals with the analysis of the internal and external environment of 
the museum. The internal analysis shows on which factors can the museum be based 
in order to achieve its strategic goal (e.g. precise knowledge of staff, specific proper-
ties of the collection, image / brand name). At the same time, it is equally important 
to find out the weaknesses that threaten or at least reduce its success. Examples of 
external analysis areas are: the competitive situation within the museum field, de-
mographic trends and leisure preferences. The focus on this analysis is defined by 
the strategic objectives. At the same time, this analysis helps the museum to clarify 
the strategic objectives, showing what is recommended, achievable and appropriate 
for it. The analysis strategy helps museums to set priorities in relation to realizing 
gaps or power positions. Moreover, the data obtained through the analysis can help 
in the design of strategic programs.96 
 
Apart from the above, the museum should incorporate into its strategic manage-
ment the management of collections.97 The preservation of the cultural heritage, in-
cluding that associated with the museum collections, is based on two decision-
making stages98: a) selection (what can and should remain within the available re-
sources of the museum) and b) evaluation and risk management (use of human and 
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other resources to reduce future damage). The three main interrelated elements of 
collection management are the following: a) Registration of collections that provides 
the starting point of institutional accountability for numerous and varied objects, ar-
tefacts and documents that the museum retains under its authority for current and 
future generations of mankind; b) The maintenance of the collections, which is an 
important, active aspect of collections management that underlies all other museum 
activities; c) The provision of controlled access to collections through the exhibition 
or research that fulfills the mission of the museum to educate and interpret while 
protecting collections. The registration, maintenance and access issues can also be 
used to provide a framework for policy management of collections.99 
 
A final important aspect of strategic museum management is the process of control. 
Control is designed as a process that accompanies and supports other phases of 
management strategy. On the one hand, the function of strategic control is to pro-
vide further information, if necessary, to support strategic planning. One the other 
hand, there is a need to review the planned strategies, oversee their implementation 
and introduce program modifications in order to ensure the achievement of strategic 
objectives. Finally, in a narrower sense, control is understood as a final judgment of 
the progress and success of the measures in the light of the main objectives. This can 
be done either on a single activity or a set of activities.100 
 
3.2 Evaluation of cultural policies on behalf of the museums 
One important issue is the measurement of results of cultural policies. Cultural poli-
cies sometimes do not take into account that there may be negative consequences 
from a cultural policy or cultural activity, and for this reason these consequences 
may be ignored. At the same time, it is supported that some cultural policies or activ-
ities may have no consequence at all, arguing that the arts have no impact on society 
and their value lies strictly in the realm of aesthetics.101 Hence, the evaluation of the 
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impact induced by the arts is precarious, as the results may show little or no impact 
at all.102 
 
In addition, quantitative performance indicators can be useful as they provide focus 
and a common language for the multiple actors included in the art world. At the 
same time, nevertheless, their applicability in the cultural sector is questioned, which 
is perceived also through the lack of such indicators. Traditional policy evaluation 
mechanisms favor quantitative performance indicators, however, they may not be 
suitable for assessing the cultural impact of cultural policies and activities.103 
 
For this reason, the impact of cultural policies and activities should be measured by 
means of both quantitative and qualitative methods and indicators. Apart from this, 
it is indicated that the scientific framework, applied in the evaluation of cultural im-
pact, limps.104 There are doubts whether this framework can be shown by means of 
technical measurements, which are borrowed from the natural sciences, and particu-
larly measurements using control groups and effects before and after. The reason 
behind these doubts is that this kind of methodological framework ‘stifles’ the es-
sence of arts and culture: there are unique, site-specific 'interferences', which have 
specific characteristics, and which allow specific impacts from specific activities. This 
framework selects the 'evaluation based on theory', which provides contingent data, 
based on case study material, rather than macro-data, and taking into account the 
specificities of the cultural and artistic products. In fact, this argument lies on the 
support of NPM, which was mentioned earlier, according to which the evaluation 
should include specialized knowledge of causal relations. 
 
Within this frame of reference, there are four critical questions: a) which native ben-
efits of art and culture should be integrated into efforts of evaluation of public cul-
tural policies; b) if these inherent benefits can be measured for the purpose of policy 
evaluation; c) how the cultural organizations should deal with both voluntary and 
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involuntary side effects of these policies, for example, economic and social aspects 
of policy evaluation and finally d) to whom these intrinsic and organic side effects 
are addressed, and if this is reflected in the evaluation data. 
 
The quality of cultural products determines the specific intrinsic nature of aesthetic 
experience for consumers. These experiences are an asset for these customers, and 
can lead to the realization of the inherent and organic functions of cultural activities. 
Together with the institutions, these experiences can also produce favorable benefits 
regarding the image of the place, and its economic and social development. Moreo-
ver, the consequences are considered to be maximized when cultural institutions are 
able to meet the needs and demands of as many wider audiences as possible, while 
at the same time the organizations should be able to provide services on an ongoing 
basis (hence special attention is given to the economic health of organizations and 
cultural governance). This implies that at least four types of evaluation are required 
to evaluate a cultural policy: the evaluation of the products (their intrinsic proper-
ties), the evaluation of the organizations (and their functions, which affect the local 
community), the impact of the experiences on the audience (and which are the char-
acteristics of these audiences) and the impact on society (at an aggregate level). 
 
In general, the evaluations of cultural products, the experiences they provide and the 
impact on society correspond to three perspectives, which are usually distinguished 
in the literature of quality management: the professional perspective (which corre-
sponds to the quality of products, and usually the technical specifications), the cus-
tomer's perspective (the values carried by customers during the consumption of the 
product) and the societal perspective (contribution or negligible impact on society 
from the production and consumption of goods). 
 
3.3 Museum marketing in the 21st century 
Marketing can help museums to attract more visitors, to become oriented towards 
people, to transmit their resources to the public, to develop and promote exhibitions 
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and generate funds through sponsorship.105 Moreover, it is argued that internet of-
fers sponsorship opportunities to museums innovative marketing strategies.106 It 
should be mentioned that the nature of the sponsorship may affect the perceptions 
of customers. There are cases where customers used to consider sponsorship of cul-
tural events from a ministry as less positive compared to the sponsorship of a private 
company, and react less positively to the sponsorship of a cultural heritage institu-
tion, rather than through a private sponsorship.107  
 
Overall, the museums should be aware of the changes which have occurred in the 
wider social and economic environment, and should be able to incorporate these 
changes into their strategic planning and marketing plans.108 Social networking can 
be another useful tool in museum marketing, and therefore should be incorporated 
into their typical strategic marketing plans.109 Within this framework, digital technol-
ogy has much to offer in museum marketing, particularly in the development of in-
novative marketing strategies through the integration of technology.110 
 
Both e-marketing through websites,111 and advertising through the internet,112 may 
be two effective marketing tools. More precisely, the website of a museum can be 
useful in attracting more visitors and building a dedicated and strong relationship 
with them, not only before but also after their visit to the museum.113 In addition, 
the profile of visitors to both the website and the social media platforms can help 
museum in the better market segmentation, and thus  targeting to specific groups of 
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people, and to the evaluation of the website’s effectiveness.114 Museums today 
should place much emphasis on their relationship with the audience, which is active 
and not passive receivers of authentic knowledge from the museums, as some dec-
ades earlier.115 For this reason, the communication with these audiences should be 
based on interactive tools. 
 
The basic characteristics of museums include education, preservation, research and 
funding. In this context, the website of a museum should reflect the organization's 
mission. Moreover, the museum should ensure that its web content is consistent 
with its efforts to promote this mission. The characteristics of a museum’s website 
are determined to a great extent based on the following questions: 
1. Technical capacity: Is the website loaded satisfactorily? Was it browsable? Was its 
design acceptable from the current web presentation standards in multiple devices? 
2. Information on visitors: Has the website some essential information requirements, 
such as operating hours, plans, directions, etc.? 
3. Collections, attractions and exhibitions: Does the website provide information 
about collections, exhibitions and programs? Does it assist in planning visits (e.g. 
from schools)? 
4. Education: Is there evidence of the professional profile of the museum, such as 
collections, education, conservation, research, etc.? 
5. Relations with visitors: Are there elements of guest service, as shown in guest 
books, email forms, newsletters, etc.? 
6. Marketing: Does the website allow the museum to personalize the experience of 
visitors?  
7. Funding: Does the museum offer an economical and simple way to create direct 
revenue through e-commerce applications?116 
 
Apart from the above, one more important aspect of museum marketing is the crea-
tion of a brand name. Brand is an identifiable product, service, person or place, 
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which is improved in such a way, so that the buyer or user receive relevant unique 
added value, which corresponds more closely to his / her needs.117 The brand is as-
sociated with the notion of added value, taking into account the needs of consum-
ers. The brand creation is an integral part of marketing strategy.118 This is based on 
the fact that marketing, as a philosophy that guides the operations and actions of 
organizations, is an organizational function and a set of procedures for creating, 
transmitting and providing value to customers, and managing customer relationships 
in ways that benefit the organization and its stakeholders.119 The creation of a 
"brand" for the museum consists of the following: a) recognition, which means that 
the public recognizes the museum, the name and type of the museum; b) im-
portance, which means that the profiles of the exhibitions and the profile and behav-
iour of the visitors contribute in the shaping of the importance that the public attrib-
utes to the museum; c) responsiveness, which refers to the fact that guests will 
shape judgments, and develop certain feelings about the museum; d) relationships, 
which refers to the fact that some visitors may recommend the museum to others, 
work as volunteers and in a way let the museum become  part of their lifestyle.120 
 
As mentioned above, museums play an important role in the preservation of the 
landscape and the building of a relationship between humans and the environment, 
based on their location. For this reason, the creation of a place brand can also help in 
museums’ marketing, along with the creation of their brand name. In some cases, 
place branding and museums’ brand name may be inseparable. The benefits derived 
from the effective creation of place branding, are as follows121: achieving higher 
profit margins, create commercial value, achieve a higher level of commitment and 
loyalty in the tourist destination on behalf of tourists, have smaller degree of vulner-
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ability to the marketing actions of competitive museums / tourist destinations, exist-
ence of greater cooperation and support from its trading partners, increased effi-
ciency of marketing communication, and the creation of a base of coordinated ac-
tions of the private sector. Additionally, the creation of place branding reinforces and 
enhances the tourist destination as a memory in the minds of consumers, which will 
help in the creation and preservation of museums’ brand name. 
 
Finally, it should be mentioned that, an integral part of place branding is the creation 
and development of an image for the destination.122 The image of a destination can 
be defined as a feeling of people to a place, in which they do not live, or as the set of 
beliefs, ideas, impressions and expectations regarding a place, as the perceptions of 
the specific characteristics of the place, and the holistic impression created by the 
place itself. Based on the above, it can be argued that the image of the destination is 
the result of beliefs, ideas, feelings, expectations and perceptions, which has a per-
son for a place. Hence, these feelings contribute to the creation of place branding, 
which, in turn, helps in the creation of a brand for the museum. 123 
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CHAPTER 4. CONCLUSIONS-SUGGESTIONS FOR FURTHER RESEARCH 
4.1 Conclusions  
A museum can and should play a social, cultural and economic role in the local com-
munities. Museums should unite people with their actions. Museums act as guardi-
ans of the history and culture of the regions and countries, while contributing to the 
education of visitors. Museums offer an opportunity for people to gain knowledge 
about the past, to improve their historical thinking and gain critical evaluation and 
analysis capabilities, through the historical information that they provide. Apart from 
the above, it is argued that museums are an important development tool for nation-
al identities, while the museum space serves as a means of creating strong socio-
cultural interactions between people and places. The main messages of any cultural 
exhibition enable the better understanding of cultural objects, and ensure the 
preservation of cultural heritage for the future. 
 
In general, museums can be considered as knowledge institutions, whose primary 
purpose is the preservation and exhibition of cultural heritage, the education and 
enlightenment of the public, as well as the provision of experience to their guests. 
Regarding visitor experiences, the results are an important resource for manage-
ment implications. Since the experiences of visitors determine whether visitors are 
satisfied with their visit to a museum, their level of satisfaction will be used by the 
managers of museums to review their marketing plans, according to the needs and 
desires of the visitors. Last but not least, management and marketing of museums 
are important aspects of their viability and sustainability, including the fulfilment of 
their role in the today cultural framework, as discussed above.  
 
4.2 Suggestions for further research 
This research was based only on secondary resources, which is its main limitation. 
For this reason, a future study could also use primary resources, from the conduct of 
a research in various stakeholders, such as managers of museums and visitors. 
Through this research, the following questions could be answered: which is the main 
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purpose of museums today, if museums fulfil their role in the today art world, if mu-
seums contribute to the enhancement of cultural policy, and the improvement of 
social and economic development, whether the management and marketing of mu-
seums today are suitable, given the wider economic, historic, cultural and social en-
vironment, and whether they meet the needs and demands of all stakeholders. Be-
sides, the above mentioned issues should be constantly on the public discourse, 
since museum operate in a dynamic environment, which is continuously changing.  
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